The subject of the MIT drawing is a steeply foreshortened two story palace front with open loggias decorated with columnar orders, Ionic below and Corinthian above. Raised on steps, the facade consists of seven bays, the central one projecting forward as a pavilion. The lower loggia has groin vaults, and the upper loggia, domical vaults. At ground level, low balustrades frame the structure at both ends. The image was done w ith pen and brown ink on three sheets of heavy laid paper. " The ink lines were deftly laid down with straight edge and
compass while more complex details, such as column bases and capitals, were filled in freehand. The overall dimensions are impressive: 86 cm. by 53 cm. (34 inches by 21 inches). The original support, while robust, is dirty and riddled with folds, creases, stains and foxing. The verso is a palimpsest of attached papers from several conservation campaigns. At the center, early losses to the original ink drawing were patched and reconstructed in graphite. Strips of paper were glued on to strengthen the edges. Soon after it was made, the drawing received the first of several inscriptions. On the balustrade at the lower right corner, one reads: "Baldasar da Siena fe[cit]," identifying the drawing as the work of Peruzzi. A second inscription on a corner patch on the verso. "Prospettiva di Baldasar da Sie[na] et lumaca," reasserts Peruzzi's authorship while apparently alluding to a spiral staircase not present in the drawing.' Again on the verso, a strip of paper on the left edge bears a faint inscription placing the drawing in Rome. It reads, "11 Palazzo di Vercelli a Monte c[avallo],'" which refers to the Palazzo Ferreri -occupied in the sixteenth century by the cardinal bishops of the north Italian town of Vercelli -that stood on "Monte Cavallo," the Quirinal Hill in Rome." However, the architecture here bears no resemblance to the Ferreri palace, which was destroyed in the seventeenth century. The longest inscription, the draft of a letter, is located at the center of the verso, where a large patch cut from scrap paper replaces losses caused by rodents. The text is fragmentary, with gaps, mistakes and corrections and without names, places or dates.^Addressed to a patron, the letter places the writer in a courtly context. That he was by profession an architect is suggested by faint traces nearby of a ground plan.
The inscriptions identify Peruzzi as the author of the MIT drawing. His renown as a learned architect and draftsman was clearly important to the early owners who put his name on the drawing. Baldassarre Peruzzi (1481-1536) was trained as a painter in his native Siena. Around 1503. he went to Rome where he designed, built, and decorated with paintings the suburban Villa Farnesina (1306-1 1) and erected the elegant neo-Antique Palazzo Massimo alle Colonne (begun 1532). He also served as second architect to the rebuilding of the basilica of St.
Peter's, for which he executed a splendid series of graphic studies. As a draughtsman he pursued a life-long study of ancient architecture, was a pioneer in the early development of perspective theory, and revived illusionistic scene design for the theatre.* At his death some of his drawings passed to Sebastiano Serlio, who used many of them to illustrate his famous multi-volume architectural treatise."
The architectural conception of the drawing reflects themes central to Italian Renaissance architecture. One is the structural system of the fa(;ade -superimposed loggias on piers with groin and domical vaults -which are found in Roman monuments such as the Coliseum or the Theatre of Marcellus. Renaissance architects used such monuments as models for the design of arcaded facades for civic buildings and the courtyards of private palaces.'" A second theme involves the classical Orders. In the drawing, applied Ionic columns on pedestals carry an entablature from which rise Corinthian columns. The individual components, proportions and details are informed by Roman precedents, especially triumphal arches, which lavishly enhance the front of what appears to be a princely palace or public building. The learned richness of the classical language and the architectural inventiveness reinforce the old attribution to Peruzzi.
Also arguing for Peruzzi is the clarity and force of the perspective image. One of the old inscriptions, in fact, identifies the subject of the drawing not as a specific building but as a "prospettiva," a perspective construction.
The building looms over the beholder while its arcades, framed by half-columns and jutting cornices, rush dramatically into deep space. Moreover, the vanishing point of the "prospettiva" has been positioned eccentrically in order to display the full length of the facade, to highlight the projecting pavilion, and to reveal the structure and interior articulation of the superimposed loggias.
Sixteenth-century architects were not in the habit of making large or detailed perspective views as aids to designing buildings." Plans and elevations normally sufficed or, in some circumstances, three-dimensional models.
But grand, steeply-receding building fronts like the one in the MIT drawing were a staple in the pictorial arts, essential for spatial settings in religious and secular paintings, woodcuts and engravings, colored intarsia panels and theatrical scenery. The emptiness and force of the image seems to exceed the requirements of painting, and in fact it is more closely akin to architectural views found in Renaissance intarsia work (inlay or marquetry).
Indeed, some wood-paneled choir stalls are comparable in size to the drawing, suggesting it may have been intended for transfer.''
The execution of the image, finally, deserves attention. Done without underdrawing, the overall evenness of the drafting -the hard pen lines made with straightedge and compass, relieved only by freehand details -strongly suggests that it follows or reproduces an already finished scheme, and that it may have served a mediatory role as cartoon or modello. It is not impossible that the drawing is the work of Peruzzi's studio, perhaps carried out under his direct supervision. The lack of pictorial qualities such as highlights and shadows or color may be taken to indicate that it was abandoned.
Further analysis of the drawing may lead to a definitive attribution, but whether the work of the master or a follower, the old inscriptions and the care and attention the drawing has received from its owners testifies to its veneration across four and one-half centuries. In the twentieth century, the drawing represented a conception of architecture very much alive in the design work of its owners. Shepley's gift to MIT now affords an opportunity for a wider community oF scholars and students to rediscover issues in classical design, techniques of perspective rendering, and not least the limitations and virtues of hand-made images. This note previews an exhibition at the Wolk Gallery. Department of Architecture and Planning, Massachusetts Institute of Technology, Cambridge MA. The authors are grateful to Hank Millon for enlightening comments on the drawing at an early moment in the project.
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